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In spite of the temporary decrease in ticket sales resulting from the 2002 
World Cup, the number of those who visited movie theaters this year 
continued to increase. Based on the number of ticket sales in the Seoul area 
by the end of June, which KOFIC has tentatively compiled in cooperation 
with film distribution and computer based film reservation companies, the 
total number of people who went to the movies increased by 19.1% from the 
previous year's results (2001), while the audience for K orean films increased 
by 45.9% over the same period. 


first-half of 2001 


Section First run Screening Admissions Market share 
Korean Films 24 29 5,717,053 38.3% 
US Films 70 79 7,745,492 49.7% 
ait a 35 4,739,387 31.7% 
Imported 41 44 3,006,105 20.1% 
Japanese Films 18 21 323,739 2.2% 
O thers 30 34 1,158,550 7.8% 
Total 142 163 14,944,834 100.0% 
first-half of 2002 
Section First run Screening Admissions Market share 
Korean Films 44 49 8,343,451 46.9% 
US Films 69 75 8,844,332 49.7% 
Direct distribution 21.6% 
by US Studios 38 43 4,907,040 
Imported 31 32 3,937,292 22.1% 
Japanese Films 6 7 178,369 1.0% 
O thers 31 34 437,709 2.5% 
Total 150 165 17,803,861 100.0% 
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Compared with total ticket sales for the period from 
January to December in 2001, the total number of 
moviegoers for the period ending in June 2002 
corresponds to less than 50.1% of the total number of 
moviegoers In 2001 In the case of Korean films, the 
ticket numbers for the first half of 2002 made up 518% of 
the 2001 totals. W hile the total number of moviegoers 
increased during the first half of this year over the results 
of the first half of last year, a comparison with 2001 as a 
whole results seems to indicate that the number of 
moviegoers was in fact stagnant. T he reason for this 
phenomenon is that moviegoers flocked to theaters In 
greater numbers during the second half of 2001 In order 
to judge whether or not the marketing situation in 2002 
has improved, attention must be paid to the performance 
of films expected to be released in the near future. 


The production of Korean films has increased, 
while the import of foreign films has shown a 
slight decrease 

The market share for Korean films climbed to 
46.9%, an 8.6% increase compared with the same period 
last year, while American films, including directly 
distributed films, grabbed 49.7% of the market. The 
increase in Korean films market share rate meant that 
the market share of foreign films, not including those 
from the USA, that had last year totaled 10% of the 
overall market share, shriveled this year to a mere 3.5%. 
|n addition to market share, the number of foreign films 
released also amounted to only half of what was released 
last year. The continual problem remains the lack of 
diversity with regards to the national origin of films. T he 
number of K orean films produced that met the standard 
grade classification, increased to 35 films (feature films), 
or 8 more than last year. T his increase is for the most 
part the result of the movement to promote investment 
in film production carried out in 2001, with the K orean 
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Film Investment Union Financing Project at the forefront. 
This increase in the number of films produced can be 
interpreted as a positive result of the promotion of the 
film industry as long as revenue issues, which will be dealt 
with in alater portion of this report, are excluded. 

The film, <I he Way Home> took first place with a 
total of 159 million tickets sold in Seoul while the 
foreign film <I he Lord of the Rings> was second. 
H owever, the film <H arry Potter And T he Sorcerer's 
Stone>, which was released during the period spanning 
the end of 2001to January of 2002, with its total of 162 
million viewers, should be regarded as being number 
one. With regards to the popularity ranking of films, 
including foreign films, <Public Enemy> was ranked 
third while <2009 Lost M emories>took fifth place. 

The preference for Korean films was also exhibited 
in video rentals as well. According to data published by 
Cinelown and Utum Gwa Beogum, two of the leading 
video rental chains, the Korean films, My Wife isa 
Gangster>, <Hi, Dharma!> <M y Boss, My Hero> and 
<Guns & Talks>were listed as the top 4 videos for the 
first-half of this year. <Volcano High> and <Public 
Enemy> were also ranked in the top 10. <Bad Guy> 
directed by KIM Ki-duk is in 1/th place on the 
CineTown list of video rentals and 14th on Utum Gwa 
Beogum’s. An analysis of the quantity of video sales 
would serve aS a more meaningful data tool however, 
due to the difficulties attached to carrying out this kind 
of data sampling, it was not included in this report. 

A comparison of the top 5K orean films and of the top 
10 Korean films for the first half of this year demonstrated 
a similar market share as their 2001 counterparts. T he 
market share for the three highest grossing K orean films 
was 435% of the total for K orean films, while the top six 
K orean films, which had ticket sales of over 400,000, 
made up 59.2% of the total. (including the film, <M y Boss, 
M y H ero>which opened in D ecember) 
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Korean films Foreign films Total 
wine Film Admissions Film Admissions Film Admissions 
1 TheWayHome 1,588,700 LOTR:The Fellowship ofthe Ring 1,361,855 The Way Home 1,588,700 
2 Public Enemy 1,161,500 Spider-Man 1,107,600 LOTR:The Fellowship ofthe Ring 1,361,855 
3 2009 Lost Memories 882,400 The O thers 716,100 Public Enemy 1,161,500 
4 My Boss, My Hero 459,100 O cean’s Eleven 610,100 Spider-M an 1,107,600 
5 Marriage is a Crazy Thing 422,939 A Beautiful Mind 577,900 2009 Lost Memories 882,400 
6 Chihwaseon 421,609 Harry Potter And The Sorcerer's Stone* 506,870 The O thers 716,100 
7  BetOnMy Disco 381,905 Black Hawk Down 321,800 Ocean's Eleven 610,100 
8 Funny Movie 376,085 Shaolin Soccer 280,704 A Beautiful Mind 577,900 
9 Bad Guy 295,600 Monsters Inc. 252,200 Harry Potter And The Sorcerer's Stone* 506,870 
10 Jungle Juice 285,249 Shallow Hal 227,323 My Boss, My Hero 459,100 
* except 2001 audiences 
2001 Based on sales until 2002.6.30 
Admissions Market share Admissions Market share 
Top 1-5 8,716,800 54.1% 4,514,693 54.1% 
Top 1-10 12,344,300 76.6% 6,275,087 75.2% 
Total ticket sales for Korean films 16,109,191 8,343,451 


The film distribution sector: an area in which 
two powerful companies are competing 

C} Entertainment and Cinema Service(Plenus 
Entertainment) are the most powerful distribution 
companies and their achievements look to continue 
unabated in the long run. CJ) demonstrated its 
overwhelming success distributing K orean films, with 
such hits as, <I. he Way Home> and <2009 Lost 
M emories> while Cinema Service obtained more 
balanced achievements in its distribution of Korean 
films, <Public Enemy> as well as foreign films, <I he 
Lord of the Rings>. T hese two companies’ market 
Share, with regards to film distribution were for all 


LOTR : The Fellowship of the Ring 





intents and purposes equal, making up 25.4% and 
24.28% of the overall total respectively. |n addition, Big 
Blue Film, which claimed to stand for the professional 
distribution of Korean films, should also be watched 
closely.T his company distributed <Jungle Juice>, 
<M arriage is a Crazy Thing>and <No Comment>. T he 
film, <\o Comment> was distributed using an active 
marketing strategy that bore fruit even during an overall 
lull in the film business caused by the holding of the 
World Cup. Hollywood giants Columbia and Warner 
Brothers, through their direct distribution, managed to 
Save face with 10% of the market share. H owever, Fox, 
UIP and Buena Vista made very slow progress, 
accounting for only 4% of the overall market share. 
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Table 3 


The market share of distribution companies 


Section Distributors alae 6.30 
N umber of films Admissions Market share 
C} Entertainment 9 3,644,530 43.68% 
Cinema Service 6 2305 500 27.99% 
Big Blue Film 4 968,462 11.61% 
’ A-Line 4 872,406 10.46% 
oem Korea Pictures 3 399 200 4.78% 
ue Buena Vista 1 12,000 0.14% 
Cineworld Entertainment 2 3,330 0.04% 
Twentieth Century Fox Korea il 2,681 0.03% 
O thers 19 105,264 1.26% 
Total 49 8,343,451 100.00% 
Cinema Service 4 1,987,148 21.00% 
Columbia Tristar 11 1,909,717 20.19% 
Warner Brothers Korea 9 1,607,290 16.99% 
Cineworld Entertainment 5 1,157,068 12.23% 
Foreign C} Entertainment 6 877,557 9.28% 
Films Twentieth Century Fox Korea 9 p13,010 6.06% 
UIP 9 490,530 5.19% 
Buena Vista 9 470,354 4.97% 
A-Line 3 119,818 1.27% 
Korea Pictures 1 68,700 0.73% 
O thers 50 198,658 2.10% 
Total 116 9 460,410 100.00% 
C} Entertainment 5 4,552,087 25.40% 
Cinema Service 10 4,322,726 24.28% 
Columbia Tristar 11 1,909,717 10.73% 
Warner Brothers Korea 9 1,607,290 9.03% 
Cineworld Entertainment i 1,160,398 6.52% 
Al A-Line 7 992,224 5506 
Big Blue Film 4 968,462 5.44% 
Twentieth Century Fox Korea 10 576,251 3.24% 
UIP Korea 9 490,530 2.16% 
Buena Vista 10 482,354 2.11% 
Korea Pictures 4 467,900 2.63% 
O thers 69 303,922 1.71% 
Total 165 17,803,861 100.00% 


2001, a golden year for Korean films 
According to the final box office records collected 
by the Federation of T heater Owners in Korea, the 
domestic film market reached total revenues of 523.6 
billion won in 2001, while the total number of 
moviegoers was 89.36 million people. The number of 
moviegoers who visited theaters to see Korean films 
totaled 44.69 million. This number is more than in 
1996, when the total number of moviegoers, including 
those viewing foreign films, was 42.20 million; and Is 2.4 
times more than the 17.55 million moviegoers who saw 
K orean films in 1983 which was right before the import 
of foreign films began to be deregulated. In addition, 


the 2001 totals are a 5.8 fold increase over the 7.69 
million moviegoers who saw K orean films in 1993; a year 
that saw a rapid decrease in the number of moviegoers 
who saw Korean films as a result of the direct 
distribution of H ollywood films. 

T he market share of Korean films in 2001 (using the 
nationwide market as the standard) was set at 49.89% 
of the total market share. T his figure was arrived at by 
using total box-office revenues as the standard (the 
Cultural Art Promotion Fund was excluded during the 
calculation of box-office revenues). The number of 
moviegoers who went to see Korean films in 2001 
totaled 50.01% of the total market share, a percentage 
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higher than that recorded for foreign films. T he present 
market share for K orean films is the biggest since 1984, 
the year film production and the import of foreign films 
was deregulated as a result of the amendment of the 
film related law. (38.5% in 1984, 159% in 1993) 

The number of ticket sales increased by 185 fold in 
2001, a pattern similar to that of the end of the 1970's 
(18 fold increase in 1977, two-fold in 1978 and 17 fold in 
1979). A more detailed analysis will be provided in the 
K orean Film Yearbook. 

The research and development dept. of KOFIC has 
Suggested changing the standard used to calculate the 
annual total market share from the old system, which 
employed the total number of ticket sales, to a new 
method of calculating using the total box office 
revenues for 2001 Such a change would reflect the 
positive changes in the distribution environment 
occurring as a result of the expansion of integrated 
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computer networks. Therefore, if calculated in such a 
fashion the official market share of Korean films for 
200115 49.7% of the total. 


There is a need to review film revenues and 
increase interest in cultural matters 

Concerns continue to grow over the issue of the 
revenues of Korean films as a result of the failure of 
films in which large amounts of production costs were 
invested and also due to the decreasing amount of 
investment in film production. W hat is the actual 
situation of the Korean film industry? The films 
analyzed in this section were limited to those produced 
by professional film production companies and those 
under the control of majority investors. (T his analysis is 
dependent on the writer's subjective judgment and as 
such <Champion>, released on June 28th, was excluded 
from this report) 





A recap of the year 2001 


Foreign films Total 


Admissions Market share Revenues 
35,506 028 39.7% 225,587,590, 735 


Revenues 
123,367,784 947 


Korean films 
Admissions Revenues Admissions 
Seoul 16,109,191 102,219 805,788 19 396 837 
Incheon 2,712,209 15,367, 463,328 2,804 723 
G yeonggido 7,438,974 41 476, 496 623 7,073,324 
Kangwondo 1,014 495 4 969 220 616 592,675 
Busan 4 998 436 29 084 047 984 4 990 421 
Kyoungnam 1,445 992 7,940, 337,462 899 756 
Daegu 2,991 028 16,282,115, 355 2,412 882 
W ulsan 806,717 4 350,593 467 824 593 
Kyoungbuk 698 872 3,549 047 273 360,148 
Kwangju 1,850,153 10,201,011, 520 1,797,291 
Jeonbuk 536,917 3,009, 736,537 377,785 
Jeonnam 395, 436 1,925 663,752 239 793 
Jejudo 440 269 2,247 121,965 378 544 
Daejeon 1,742,980 9 649 630,898 1,643,358 
Chungbuk 943 292 4 801,147 949 512,134 
Chungnam 569 614 3,129, 365,006 364 932 
Total 44 694.575 260,202,805 523 44 669 196 
50.01% 49 69% 49 99% 


50.31% 


16,211,529,325 5,516,932 6.2%  31,578,992,653 
39 402,692,002 14,512,298 16.2% 80,879,188, 625 
2.774,248,828 1,607,170 1.8%  7,743,469,444 
28,721,903,864 9.988.857 11.2%  —57,805,951,848 
4797,627,060 2,345,748 2.6%  12,737,964,522 
13,113,353,541 5,403,910 6.0% 29,395,468, 896 
4 397,349,961 1,631,310 1.8%  8,747,943,428 
1,824,623,386 1,059,020 1.2%  5,373,670,659 
9.912,592,159 3,647,444 41%  20,113,603,679 
2,024,815,819 914 702 1.0% 5,034,552,356 
1,171,858, 782 635,229 0.7% 3,097,522,534 
1,828,896, 221 818 813 0.9% 4,076,018, 186 
9 105,561,214 3, 386, 338 3.8%  18,755,192,112 
2,.759,935,651 1,455,426 1.6%  7,561,083,600 
2,007,562, 379 934 546 1.0% 5,136,927, 385 
263, 422,335,139 89, 363,771 100% 523,625,140, 662 


Average national admissions Box office revenues 


Section Films Average admissions in Seoul (A) (B= A-39.7%) (C= Bx2,680\) 
2001 (annual) 34 478,000 1,204,000 3.23 billion won 
2002(first half of the year) 24 317,000 798,500 2.14 billion won 
Comparison with 2001 4 161,000 t 405,500 4 10.9 billion won 


*39.7% is the rate of ticket sales in Seoul as part of the overall national ticket sales for the year 2001 
*T he box office revenue is the amount left over after the deduction of the distribution fee 


*1200won =USD1 


Asseen in <Table 5>, the number of films released in 
the first half of this year increased over last year's totals, 
however, the average number of ticket sales decreased 
by more than 400,000 people at the nationwide level. 
Box office revenues also decreased by about 11 billion 
won. If the average production cost (total production 
cost) is estimated at 3 billion won, it becomes difficult 
for a film to reach the break-even point even when the 
related sales, including video, copyright and international 
Sales are included. 

Let us now look at the revenues garnered by films as 
compared to their film production costs. Only eight 


Production Costs 


3 billion won 2 billion won 

2.2 billion won 
4 billion won 3 billion won 
5 billion won 4 billion won 
6 billion won 5 billion won 


*1 billion won was excluded from the related income category, including export (300million won)+ Broadcasting (200million won)+ Video (30,000sets/ 


450million won) 





Box office revenues of movie theaters N ational admissions (2,680won/person) 
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films, <Bad Guy>, <Public Enemy>, <2009 Lost 
Memories>, <Jungle Juice>, <I he Way Home>, 
<M arriage is a Crazy T hing>, <0 Comment>and <Bet 
On My Disco>, were estimated to have passed the 
break-even point. T herefore this means that two thirds 
of the films released were in the red. Looking at the 
sizeable difference between the films in the black and 
those in the red, it becomes clear that the situation is 
worse than expected. Only two films, <Public Enemy> 
and <I he Way Home> were in the black while the 
majority of the other films suffered losses due to the 
huge amount of production costs. 


Seoul admissions 
(39.7% in nation-wide) 


750,000 300,000 
820,000 325,000 
1,120,000 445,000 
1,500,000 600,000 
1,870,000 740,000 
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The hesitation shown by banks to hand out 
investment capital, a part that the Film Investment 
Association and the Film Trust Investment/ D eposit 
| nsurance used to play, appears to be related to the drop 
in revenues. Even if we set the inactivity of newly 
organized investment associations aside for the moment 
(the total amount of the new capital fund investment is 
less than 2 billion won), there are still many cases in 
which new investment for film production has 
decreased or has been stopped altogether; in some cases 
even by associations that have already invested in the 
film industry. T hat the flow of investment funds Is 
decreasing might seem like nothing more than the result 
of rash decisions on the part of investors, however, there 
iSno denying that the amount of investment in the film 
industry is on the decline. N ow is a good time for those 
managing the production of K orean films to take a good 
hard look in the mirror. 

Taking a look at the recent box office results, the 
core of the crisis affecting the Korean film industry 
seems to stem from the problems associated with the 
management of investment and production and not 
from the structural problems omnipresent in the 
Korean film industry. The Korean film industry seems 
to be caught in a trap related to scale. H ere, we are not 
referring solely to the production of blockbuster films, 
but also to the mismanagement of the production 
process that has led to expenses spinning out of control. 
Especially, these problems are related to the fact that 
the Korean film industry indulges in a form of technical 
worship. T his has resulted in the neglect of cultural 
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factors, such as creating a sense of familiarity for the 
audience, which can in turn lead the audience to 
undergo a bonding process with the film. T he Korean 
film industry also has the illusion that a film's 
shortcomings can be overcome with technology or 
visual effects. |n other words, as the best K orean films 
can hope for is to be advantageously compared with 
H ollywood films with respect to film technology and 
the scale of films, other advantages should be sought in 
order to surpass their H ollywood counterparts. In our 
Opinion this advantage is related to cultural matters. 
Unfortunately, the Korean film community appears to 
be trying to out duel Hollywood films from the 
technological standpoint rather than focusing on its 
inherent advantage, cultural matters. It is high time for 
the Korean film industry to realize the importance of 
“cultural matters” in the future of the industry. 

T he overconfidence concerning scale and visual 
effects is expressed in the use of only a few big stars in 
most films and In some cases the total absence of any 
stars. The use of stars is not a necessary condition to 
draw the interest of moviegoers, however, the fact that 
star power is an important tool in enticing moviegoers 
to see the film in the first place, is also undeniable. 
Therefore, the tendency to employ famous stars with 
expensive contracts is a problematic issue that is often 
overcome by using lesser talent in conjunction with 
technology and visual effects to cover up these actors 
shortcomings. H owever, this is also a problem in itself. 

Above all, many films fail in the aspect of “time 
management”. A set period of time, from the development 
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to the marketing of a film must be maintained in order 
to succeed in attracting moviegoers. This is often 
referred to as the social-psychological timing of a film. 
There is also the issue of the economical timing of a 
film, which refers to the amount of production costs 
invested and the date these investments must be repaid. 
If afilm planned to be released in the summer of 2002s 
actually released six months or a year later, it is highly 
probable that this film will have two extra difficulties 
beyond those encountered by a film that is released on 
time. One Is the difficulty in attracting viewers and the 
other is the problem of managing production costs. T he 
inability to invest in other films due to the lack of 
returns on a previous investment, which has resulted 
from the improper release of this film, leads to lost 
Opportunities to invest in future films. M oreover, if no 
future films are made, because of the lack of investment, 
no further revenues can be collected, a fact that must 
also be kept in mind when considering the problems 
associated with the proper release of films. 

| am not arguing that there are no structural 
problems in the Korean film industry. We should also 
strive to find solutions to the following structural 
problems: the lack of acceptance within the film 
industry of the fact that filmmakers are focused solely 
on the production of large-scale films. T he other 
structural problem relates to the lack of diversity in 
Korean films. T hese two problems result from the 
limited understanding, within the film community, that 
a film’s value Is restricted to the revenues earned in 
movie theaters. In spite of the building of new movie 
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theaters, which heighten the convenience of 
moviegoers, and of the production of films that are 
attractive to the viewing public, there will always be 
limitations to the promotion of the film market. From 
an industry standpoint, the fact that a large market 
share can be achieved by a few box office films can be 
regarded as a positive. However, this nearsighted 
application method can limit the future competitiveness 
of K orean films by stunting the development of creative 
forces. In the end, the variety of films should be assured 
utilizing diverse windows. Efforts to change the 
structural policies should be promoted in order to 
assure the future competitiveness of K orean films. 

It is true that huge broadcasting companies are 
paying more interest to the film industry. H owever, it is 
necessary to understand that their interest is limited to 
pre-investments, in order to assure the copyright of box 
office films, or to the expansion of their authority 
through the direct production of films by these 
broadcasting companies or their associates. It is time to 
overcome the discussion stage and pay more attention 
to low-budget and artistic films. T he desired diversity of 
films should originate from diversity at the planning 
Stage. Diversity means not only the diversity of genres, 
but also diversity in other aspects including the target 
window and the scale of production costs. -=- 


Research and development dept., 
KIM Ok-kyoung soju@ kofic.or.kr 
KIM Hyae-joon kofilm@ kofic.or.kr 
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Filming in Seoul 


< Oasis> , Filming in Cheonggyegogadoro 

On Sept. 8th, 2002, at the 59th Venice Film Festival, 
the director of <O asis>, LEE Chang-dong won the Prize 
for Best Director while MOON So-ri, the film’s leading 
actress, won the Marcello Mastroianni Award for Best 
Young Actor or Actress. LEE Chang-dong's winning of 
an award at this prestigious film festival brought great 
joy to the Korean film community, as it comes fresh on 
the heels of |M Kwon-taek’s victory at the Cannes Film 
Festival last May. AS a result of the growth of the 
K orean film community, which has garnered worldwide 
attention, a rising recognition of Korean films has 
occurred, providing us with the opportunity to confirm 
the potential power of K orean films and also to view our 
K orean culture with pride. 

In the film <Oasis>, Cheonggyegogadoro, which is 
located in the center of Seoul, is shown in a scene. 
W hile this road was only shown for a brief moment, the 
meaning was very important for the film community. In 
the scene, the leading actor is shown dancing with the 
actress, who Is a disabled person, between cars that are 
part of a traffic jam. In the next part of this scene an 
eleohant appears on the screen. T his fantastic scene left 
a deep impression on the viewing public and was seen as 
the highlight of the film. One of the many Seoul areas 
plagued by incessant traffic jams, Cheonggyegogadoro, 
which is surrounded by large-scale old markets and 
multistory buildings, directly symbolizes the cruel 
reality of these two characters lives. For this reason, 
Cheonggyegogadoro was chosen as the perfect location 
for this scene, in accordance with the director's 
intentions. 

The Seoul Film Commission had an extra reason to 
feel great joy at the news of <O asis>s success as it was 
the first film supported by the Seoul Film Commission 
since the launching of the program to provide filming 
Support services on April 23rd, 2002. This impossible 





dream, that of producing films in Seoul, has become a 
reality as aresult of this film. 

Cheonggyegogadoro was built in the 1970’s during 
the period of rapid economic development in K orea and 
eventually became one of the most important roads 
connecting the heart of Seoul with the suburbs. T his 
road presently absorbs more than 30% of the traffic 
flowing from the eastern to western sectors of Seoul, a 
city with a population of over 10 million people. As it 
used to be prohibited to film in the area for several 
decades, it was natural that there were concerns voiced 
about the possibility of huge traffic problems should 
Cheonggyegogadoro be used as a film locale. 

H owever, the successful filming in Cheonggye- 
gogadoro had a deeper meaning than its simply being 
the background used for a particular film. More 
importantly it served as a bellwether to measure the 
cultural maturity of Seoul. Through their administrative 
policy, which took into consideration the living 
conditions of the inhabitants, such as, their area of 
residence, traffic issues as well as public security, the 
Seoul Metropolitan government also demonstrated 
their recognition of the role played by culture and art. 
D uring the process of solving the difficulties associated 
with the actual filming in Cheonggyegogadoro, the 
Seoul Film Commission, the Seoul M etropolitan 
government as well as other related organizations came 
together sharing anew view about culture and also to lay 
down anew tradition with regard to the administrative 
process of supporting the production of films. 

First of all, as had been previously expected, 
individual problems that Seoul citizens might incur as a 
result of the filming began to be raised in many quarters 
including those holding the decisive authority to grant 
permission for the filming: the Seoul M etropolitan 
Police Agency. T he actual filming in Cheonggye- 
gogadoro might have seemed like nothing more than a 
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simple occurrence that resulted in the partial closing of 
the road for a few hours. H owever, the relevant 
organizations felt a certain sense of responsibility, as this 
was the first attempt at any activity that might cause an 
unexpected change to everyday life in Seoul. T he sincere 
efforts made by the concerned authorities, the Seoul 
Metropolitan government and Seoul M etropolitan 
Police Agency, to deal with these issues were evident 
during the process of solving these problems. 

It was the good will demonstrated by the Seoul 
Metropolitan government that played the biggest role 
in the granting of the permission to film in this area. 
At the lower level, through close communication with 
the related divisions of the Seoul Metropolitan 
government, including the Transportation Planning 
Division and Construction Administration Division as 
well as the Cultural Affairs Division, detailed scenarios 
of what might occur during the closing down of traffic 
for the filming, such as, potential inconveniences to 
citizens, methods of controlling traffic as well as the 
security problems that might result from the reduced 
traffic flow. 

Based on these discussions, the Seoul Film 
Commission set out to persuade the Seoul M etropolitan 
Police Agency; whose priority was the security of 
citizens and the greater public good. From this 
moment on, the Seoul M etropolitan Police Agency 
began to consider the problem under a new light. T hey 
came to recognize that the citizens’ rights to share in 
the making of culture and art were just as important as 
security and the greater public good. Thanks to the 
growth of the Korean film industry and the increase in 
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the number of people who view these films, it has 
become accepted knowledge that the motion picture 
industry has an effect on people's everyday lives. In 
order for people to enjoy good films, a variety of 
acceptable locations, which meet the needs of the 
filmmakers, should be provided. 

W hen the discussions turned to the details of the 
filming, the situation progressed rapidly. As a result of 
the meetings with the Seoul M etropolitan Police 
Agency, permission was granted to use the location 
between Cheonggye 6ga and /ga, a one-way line 
spreading from Gwangkyo to M ajangdong, on the 
condition that the filming be carried out in the early 
morning hours in order to avoid the heavier daytime 
traffic. In addition, a meeting was held; with officials 
from the traffic safety division of the Seoul 
M etropolitan Police Agency, the district police station 
of the Jungbu Police Agency, the Dongdaemun police 
Station, the Seoul Film Commission and the film 
production crew attending. Several detailed items were 
discussed during this meeting, such as, the use of an 
advertisement campaign to alert citizens of the 
changes using signs, billboards and traffic safety 
broadcasting as well as the role of the highway police. 
Also discussed was the placement of people, to be 
provided by the film production team, who were to 
carry out the control of traffic. 

On May 19th, as part of a cooperative effort, the 
policemen and film production team took part in a 
historical event. At approximately 100 am, hundreds of 
cars and drivers aggregated near N amsan, which is 
situated at the entrance to Cheonggyegogadoro, and 
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started to move towards the filming locale. It was such a 
large-scale filming that hundreds of extra cars were 
mobilized to film the scene in which the two main 
actors appeared on the road with the immobilized cars 
serving as the background. T he policemen were put into 
position at the main entrances passing through 
Cheonggyegogadoro in order to allow only the 
production team and reporters access to the area. As 
the police were surrounding the film locale, security 
preparations were easily taken care of. T he filming 
proceeded very quickly and smoothly. T he production 
team, which had thoroughly prepared itself for this 
Operation, managed to finish the filming under the 
director's leadership, and in less time than had been 
expected to boot! The officials from the Seoul 
Metropolitan government, Seoul M etropolitan Police 
Agency and the Seoul Film Commission, who visited 
the location during this time, were able to observe for 
themselves a moment tn filming history that succeeded 
in exponentially raising the chances of future films 
receiving support for filming in Seoul. 

In addition, the reward for this support came earlier 
than expected as illustrated by the result of <O asis>s 
success in the domestic market and in the awards 
received at the Venice International Film Festival. The 
filming in Cheonggyegogadoro, which had previously 
been off-limits to filming, increased the artistic value of 
the film. As aresult of this film’s attainment of 
Satisfactory box office results in the domestic market 
and of its victory at a prestigious international film 
festival, this event can also be seen as having provided 
an Opportunity to realize the meaning of what 
constitutes successful filming. 


Seoul Location 

Seoul has played the role of the central city on the 
K orean Peninsula since its designation as the capital of 
the Chosun D ynasty in 1394. Seoul's maintenance of 
hundreds of historical traditions and its potential energy, 
as demonstrated in Korea’s rapid economic 
development and the advent of democracy, are the very 
heart of the city T he cultural sites, such as, old palaces, 
cultural properties and temples, high-tech multiplex 


buildings and cars, the glittering neon signs and 
shopping malls, the H an river, which flows through the 
center of Seoul, as well as the green zones, have all 
helped create the unique landscape of Seoul. 

Seoul, the capital of K orea, is a metropolitan city 
with a population of 10.30 million people and the center 
of Korean society in most aspects including politics, the 
economy and culture. A concentration of facilities, 
Organizations and human resources have all been 
readied in order to provide effective and reliable 
services for both citizens and visitors. | nternational level 
accommodations, public transportation and restaurants 
are all available to help visitors enjoy comfortable and 
pleasant days. |n addition, during the holding of the 
2002 FIFA Korea Japan World Cup in June, millions of 
people gathered in public places, including the square in 
front of City Hall, to voice their support for the World 
Cup players. T his became an example of Seoul's cultural 
vivaclOusness. 

Seoul has already achieved worldwide fame and has 
now moved closer to the world film communities by 
attaching its international reputation to that of Korean 
films. Over the last few years, the K orean film industry 
has grown remarkably, as a result of the abundance of 
superior human resources, the government's efforts to 
promote K orean films as well as the all out efforts by 
the film community itself. A variety of genres and 
scripts were developed, the scale of film production was 
increased, and the market share of Korean films went 
up to 40%, while the film market increased 
tremendously. M any film festivals with different themes 
were held, multiplex theaters were built, and the 
number of young people desiring to engage In the film 
industry increased. In other words, the motion picture 
culture IS now prospering in K orea. Seoul is the heart of 
this growth of the Korean film industry. Over 95% of 
the domestic film production companies are located in 
Seoul. Related film companies, facilities, organizations 
as well as specialized human resources are also all 
concentrated in Seoul. The Seoul Studio Complex, run 
by KOFIC, Is located in Yangsuri, a suburb of Seoul and 
a large-scale private studio is presently under 
construction in I |lsan. Postproduction companies such 
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as those involved in recording, developing and editing, 
as well as special equipment companies, including 
special effects and miniatures, film education and other 
related organizations are also concentrated in Seoul. 
This environment, in which motion picture related 
companies are plentiful, leads to most of the domestic 
film production being carried out in Seoul. Seoul, which 
already possesses the filmmaking infrastructure, 
supports the further development of the artistic value of 
Korean films, films that have already been 
internationally recognized, and is now preparing to 
acquire the capability of playing host to international 
filmmakers. Seoul, a place where eastern and western 
cultures, history and modernity, complexness and 
easiness as well as simplicity and luxuriousness coexist, 
can provide a perfect locale for foreign film producers. 
The administrative groundwork, through the use of 
preferential tariffs, easy access to visas as well as the 
opening of the money exchange market begun in 
preparation for large-scale international events, 
including the 88 Seoul Olympics and 2002 FIFA Korea 
Japan World Cup, have already eased foreign film 
producers access to Seoul. Compared with the hectic 
prices in Tokyo and Hong Kong and the difficulties 
placed on filmmakers by the government-led social 
systems of Beijing and Shanghai, working in Seoul 
provides a much more economical and effective film 
production environment. 


Seoul Film Commission 
Foreign film producers, who are interested in 
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producing films in Seoul, need not feel alone any more, 
as the Seoul Film Commission is there to help them. 
T he Seoul Film Commission was established as a result 
of the importance of Seoul for the domestic film 
industry, and due to the will of the Seoul M etropolitan 
government to turn Seoul into a hub of the international 
film industry. Such an objective is to be brought about by 
using the Seoul M etropolitan government's effective and 
powerful administrative network in conjunction with the 
K orean film community. The Seoul Film Commission 
Strives to improve conditions by producing diverse films 
that have Seoul as its locale. The Commission will play 
an important role in promoting the development of the 
Korean film industry with Seoul as its center. 
Furthermore, the Commission has as an objective Seoul's 
joining of the international film production community 
by offering support for the production of foreign films 
using Seoul as a locale. 

W hile it can be stated that Japan and Hong Kong 
were the leading countries of Asian Cinema in the past, 
we are now in the Korean era. Seoul, the heart of the 
K orean film industry, is prepared to supply its resources 
to the foreign film community The golden days of the 
H ong Kong films that you remember, and the satisfaction 
felt by the foreign film producers who went to Hong 
K ong in the past, can now all be felt in Seoul. -=- 


Seoul Film Commission, 


KIM Su-mi, cinnamon@ seoulfc.or.kr 
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From a peculiar to a well-matched couple 

At the Korea-French Film Industry Seminar co- 
hosted by KOFIC and the French Embassy in April 
2001, a broadcasting scholar made the following 
comment on the relationship between the film and 
broadcasting industries in Korea, “what a peculiar 
couple!” In contrast with the French case, where 
development has been achieved as the result of close 
relations between the broadcasting and film industries, 
the above description of these two particular fields in 
Korea, which have historically been so far apart from 
each other, is an appropriate one. 

On the surface, the broadcasting and film industries 
seem to have many common denominators as these 
two areas are expressed through a common language: 
images. However, the reality is that each side 
demonstrated no interest in cultivating close relations, 
preferring instead to keep each other at a distance. 
M any reasons for this historical mistrust can be raised, 
however, this paper intends to focus on the present 
situation. 

Surprisingly, the relationship between the 
broadcasting and film communities has gotten better of 
late. Korean films, which used to air on TV simply to 
play the role of filler during the midnight hours or 
during national holidays, have seen their value rise. 
Moreover, independent films, such as short films and 
documentaries are now being aired on TV stations. As 


the broadcasting industry has started treating K orean 
films differently from regular TV programs, the price 
for the television rights to Korean films has risen 
Sharply. M oreover, broadcasting companies have finally 
begun to invest in the production of K orean films from 
last year onwards with M BC beginning this year to 
produce films through M BC Productions. T he present 
situation can be seen as the broadcasting and film 
industries finally getting on the same page. T his is not 
the first time that broadcasting companies have 
showed an interest in the film industry this decade. In 
1997 MBC produced <M an with Flowers> while that 
Same year SBS covered part of the production costs for 
the film, <Trio> by Cine 2000. In 1996, <Change> 
produced by director, Lee Jin-sok who was previously a 
TV producer, was a success at the box office. H owever, 
none of these events foreshadowed the full-scale 
entrance of the broadcasting companies into the film 
industry. The above-mentioned projects were 
considered one-time events and were not part of any 
overall plan by the broadcasting companies to enter the 
film industry. Following the completion of these 
projects the broadcasting and film industries simply 
went back to their old peculiar relationship. 
Surprisingly, recent changes have brought about 
positive prospects for the relationship. N oting the 
rapid progress made by K orea films since the middle of 
the 1990's, broadcasting companies have begun to 





=—s | . 
Turning Gate, MB Desire, MBC 


display a strong interest in the film industry. T heir 
reasons for doing so include the fact that the film 
industry is a field related to their own, and one that 
appears to be profitable should the broadcasting 
industry be able to acquire image contents related skills 
and use them for their ends. In particular, ever since 
K orean films have obtained great success at the box 
office, TV audiences have begun to show their interest 
in Korean films. This situation has resulted in the 
skyrocketing of the price of the televising rights for 
K orean films and in intense competition between 
broadcasting companies to obtain these televising 
rights. As aresult, much debate within the broadcasting 
companies occurred over the issue of procuring the 
rights to Korean films at a more reasonable price. The 
solution found by many of these broadcasting 
companies was to increase their advance purchasing, 
and investment in, films, rather than simply buying the 
televising rights for completed films. H owever, lots of 
differences exist with regards to the approach taken by 
individual broadcasting companies. T he three major 
broadcasting companies, K BS, MBC and SBS, have not 
used the same methods to enter the film industry; nor 
have they demonstrated the same passion. T hese 
broadcasting companies are extending their areas of 
Operation into the film industry in accordance with 
their own present circumstances and conditions. M BC 
has been the most energetic in its expansion into the 


film industry. MBC has expanded into investment in 
films, film production as well as the operation of 
theaters through the establishment of a film department 
within MBC Productions. SBS on the other hand 
invests in films and purchases the television rights of 
films through the head office’s contents management 
team. Through K BS M edia, K BS strives to purchase 
film television rights through partial investment. Let us 
take a look at the detailed activities of each 
broadcasting company. 


Dreams of a reputable contents production 
company- MBC 

MBC, who have been the most aggressive in this 
regard, entered the film industry through M BC 
Productions rather than its head office. M BC’s present 
business projects financed through the establishment of 
the Investment Association include investment in films, 
self-production, and the operation of theaters through 
the use of local MBC’s. MBC is also planning to enter 
the film distribution business in 2004. 

The Film Investment Union established by MBC 
manages the Ist MBC Terasource | mage Venture, in 
which it has invested 5.5 billion won, and the 2nd M BC 
Terasource | mage Venture, in which 10 billion won has 
been invested in cooperation with Terasource Venture 
Investment. 1n October 2001, they established these 
two Investment Unions and laid plans to further solidify 
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their film infrastructure. Questions remain over how 
much these investment associations will actively invest 
in films and with regard to the fact that the issue of 
profits will not be clear for the next five or six years. 
Moreover, the lifespan of these associations is also 
unknown. The manager of MBC Productions has 
however emphasized that his company would not 
invest their capital simply based on commercial 
potential. T he films in which M BC has invested in are: 
<Turning Gate> directed by HONG Sang-su, 
<Desire> an HD film directed by KIM Eung-su and 
<Cry Woman> directed by Chinese director Liu 
Bingjian. MBC has also imported the foreign film, 
<I he Others>. Taking into account the nature of the 
films M BC has invested in, it appears that commercial 
value was not the decisive factor when deciding which 
films to invest in. Director, HONG Sang-su’s film 
<T urning G ate>, which took a unique and cynical view 
of people's lives, was well received by the critics but 
did not make much of a splash with the viewing 
audience. <Desire>by KIM Eung-su can be seen as a 
new and creative attempt as the film was made using a 
new form of media, H D. <D esire>was co-produced by 
M yung Film, who invested 300 million won worth of 
human resources, materials and cash for the producer, 
camera and production costs. This film has not been 
released in theaters yet, but already appears to be 
creating a lot of buzz. Nonetheless, it is difficult to 
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argue that this film was invested in because of its 
commercial value. MBC Productions is proud of their 
investment in this film as they can preserve the H D 
related data from this film. <Cry Woman> appears to 
be having a difficult time in making a splash in the 
Korean and Chinese markets. The reason for this 
appears to be that the film was produced by a director 
who usually makes Chinese underground films. 
Nevertheless, the film has drawn very good reviews in 
the European market, including France, and has also 
gotten positive reviews from critics as well as 
Invitations from a few film festivals. MBC 
Productions, as the major investor in this film, appear 
to be satisfied with these results. 

The reason why M BC focuses on the investment 
in films oriented more towards artistic rather than 
commercial value can be seen as the result of the 
influence the capital invested in M BC itself has on the 
selection of films. The role of Terasource Venture 
Investment, which is co-managing the Investment 
Unions, should also be considered. | pictures, which 
manages the Investment Association for Terasource 
Venture Investment, is famous for being a company 
that invests in films that are guaranteed business 
success, as well as in films of a more adventurous 
nature. In addition, since MBC is not a completely 
private company, as they receive support in the form of 
government funds, their public character must be 
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reflected in the selection of the films they invest in. The 
actual line up of the films M BC plans to invest in is not 
yet settled and it is necessary for the company to think 
about the nature of their investments while also keeping 
an eye on them. 

In addition to investing in films, MBC is also 
concentrating on its own productions. T hey released 
their first self-produced film, <Can’t Live Without 
Robbery> last September 27th. MBC had previously 
produced <Man with Flowers> in 1997, however, as 
MBC has turned the page with regards to their 
previous experiences with production, this film can be 
regarded as their first film since the beginning of their 
aggressive campaign to enter the film industry. The 
film, <Can’t Live Without Robbery>, though any 
discussion of the box office results is inconclusive at 
this point, has not been a big success at the box office 
nor received much support from the critics. H owever, 
MBC does not seem overly disappointed. KIM 
D eok-yeong, the director of MBC Productions 
maintains that while TV and film exhibit 
systematic similarities there remain big differences 
between the two fields. As such, M BC Productions Is 
now atuctions. T he present goal of MBC Productions 
is to assure the provision of the necessary contents 
in order to plan for a portfolio of twelve diverse films 
a year. To attain this objective, MBC plans to produce 
three films itself, co-produce another two, be the 
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majority investor in two more, with partial investment 
in other films as well as the import of foreign films 
to make up the difference. This is an ideal number 
of films for MBC to produce in order to reach their 
goal and to fulfill their dream of becoming a 
reputable contents company capable of providing 
more than seven films a year. If these objectives can 
be met then it should be possible for M BC to enter 
the film distribution business in 2004 as originally 
planned. By producing the film, <Can't Live 
Without Robbery> MBC has acquired precious 
experience, such as, what are the characteristics of 
films that are different from the broadcasting area 
and what are the aspects that are similar to 
broadcasting? In addition, this experience has 
enabled M BC to draw up a blueprint regarding what 
needs to be done to improve the production of 
films. M BC revealed that they would strengthen and 
embellish their present self-production projects 
under development based on their experiences with 
the first film. 

As for the operation of theaters by local MBC 
affiliates, it appears that the film department of M BC 
Productions has no direct control over this particular 
area of business. MBC Productions film department 
consists of seven members, the director, production 
manager, two marketers and three producers. T hey also 
work with full time writers and film directors, too. It is 
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planned that by inviting the public to submit projects, 
the search for the human resources needed for the 
production of films will be greatly simplified. 


Still being cautious, but with big dreams- 
SBS 

We have already seen how MBC entered the 
film industry pursuing its own revenue making 
schemes through its affiliated companies. SBS on 
the other hand, has chosen the head office's contents 
management team to be responsible for the 
company’s entrance into the film industry. SBS 
extended its operations to include the film industry 
from the year 2000, when the price of the television 
rights for Korean films started to rise, thus making it 
more difficult to purchase films, with the intention of 
getting an upper hand with regards to negotiations on 
this issue. SBS has so far maintained this business 
model, partially investing, in advance, a certain 
amount of capital for the production of Korean films. 
As such, they have concentrated more on the 
purchase of television rights than on returns on their 
investment. 

SBS has been playing the role of partial investor in 
the films that Cinema Service has invested in and 
distributed. T hese films include <K ick the M oon>, 
<Last Present>, <Hi, Dharma!>, <Funny M ovie> and 
“Volcano High>. W hile it is true that SBS has also 
played the role of partial investor while actively 
purchasing the television rights of completed films, 
they have for the most part devoted themselves to 
investing in films. T hey have invested a certain 
amount of capital before the commencement of the 
actual film production, with this capital being divided 
into the price of the television rights and the 
investment cost. For example, in the case of <K ick 
the Moon>, SBS put up 300 million won in advance, 
with 200 million won serving as the minimum 
guarantee and the 100 million won being the 
investment. W hen the film later made a big splash at 
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the box office, SBS paid an extra 470 million won for 
the television rights, while collecting the profits on 
their 100 million won of capital they had invested. 
This can be regarded as a safety-oriented investment 
method. The amount of annual investment made by 
SBS is equivalent to nearly 3 billion won. Some may 
think that with this large an amount of capital 
invested, it would be possible for SBS to establish an 
investment association specializing in motion pictures 
and collect other investors while investing in more 
diverse films in order to become a major player in the 
film industry. H owever, the problem with this Is that 
the overall mood at SBS is not one that favors further 
involvement in the film industry. W hile SBS has 
invested in the films that Cinema Service has invested 
in and distributed, this has been done as part of their 
effort to search for stable investment opportunities 
and not because SBS has a special relationship with 
Cinema Service. Through its actions, SBS have 
revealed that they do not have any special plans to 
invest in the films produced by Cinema Service and 
that, just like the first half of this year, they are not 
searching for any new partners in the second half of 
this year either. T hose participating in the film 
industry, as partial investors have no right to intervene 
in debates over the contents of films, the film 
production process, or in efforts to reduce production 
costs. Put bluntly, partial investors are basically 
dragged along by the majority investors. T herefore, 
the role of partial investor does not provide many 
Opportunities to intervene more actively in, or 
increase understanding of, the film production 
process. For the above-mentioned reasons, the SBS 
officials from the contents management team charged 
with the management of film related matters were 
often subjected to an oppressive atmosphere. In 
addition to knowing that there are no standardized 
models for film production and that their 
understanding of the process and practices of film 
production is limited, these officials are also aware 





that is not easy for them to become majority investors 
or to self-produce films. H owever, these officials 
maintained their affection for the film industry and 
also managed to keep a positive outlook on the whole 
matter. They continued to draw up plans to invest 
actively in the film industry and to establish a strategy 
to bring about SBS’ s ability to self-produce films. T hey 
also came to recognize that film production is different 
from the production of TV dramas and that it is also 
difficult to produce films. In addition, at present no 
human resources department charged with the 
responsibility of producing films exists within SBS. 





Moreover, since they have only partially invested in 
films, SBS has not yet had the opportunity to train an 
outside labor force either. T he contents management 
team of SBS is responsible for many other 
departments, such as, animation, copyright, cable TV, 
management of the contents found on the Internet 
homepage as well as for the satellite from the A mericas. 
The film department consists of three people, the 
director, a manager and an employee. Based on these 
numbers alone, it can be presumed that SBS will not 
change their present style of participating in the film 
industry as a partial investor anytime in the near future. 
Nevertheless, even under this atmosphere of caution, 
SBS has begun to cultivate far-reaching goals and plans 
with regards to the film industry. 


Last Present, SBS 


Heading towards a honeymoon-style 
relationship? 

From their previous relationship as a peculiar couple 
to the present era where these two industries are now 
on the same page, the broadcasting and film industries 
relationship looks more like that of a friendly couple co- 
existing in the field of image contents. W hat shape their 
future relationship will take is one open to debate. 
Based on the case of the above-mentioned two 
broadcasting companies, it can be seen that the 
broadcasting industry has made strides to enter the film 
industry while positively addressing their own realities. 
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H aving clearly illustrated this point, we can now turn to 
the question of how the film community views these 
broadcasting companies efforts to enter the film industry. 

Overall, the film community is welcoming the 
improvement in the relationship between the 
broadcasting and film industries. T he film industry has 
four major expectations from this improved 
relationship with the broadcasting industry 

First, as another window to increase profits, the film 
community hopes that broadcasting companies will 
increase their frequency of televising Korean films 
and continue to elevate the price paid for television 
rights. This tendency is strengthened by the 
compulsory broadcasting ratios outlined in the 
broadcasting related law, which dictates the 
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percentage of K orean films that must be aired. 

Second, the film community welcomes the fact 
that MBC and SBS have increased their investment in 
the production of films by establishing investment 
associations and by becoming partial investors. T his 
basically means that the film community welcomes the 
increase in the investment for the production of films, 
and as this investment is originating from a related 
industry, there is a belief that the broadcasting industry 
will be more active and share a deeper affection for 
films than the average investor. 


Hi, Dharma!, SBS 


Third, by exchanging digital-related new 
technologies and human resources, including HD, 
which is more advanced within the broadcasting 
industry, both industries can share in each other's 
development. The film industry’s technology 
department staff feel uncomfortable with technical 
terms, such as, digital and H D and wish to understand 
these new technologies and also know how these 
technologies will change the type of films, including 
film production and screening. To attain these 
objectives, the actual film community must be 
reeducated and various experiences must be 
accumulated with these new technologies. In this 
regard, if both sides strive to learn these new 
technologies and accumulate experience using these 
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new technology systems together, the results will be 
maximized. 

Fourth, the broadcasting industry will contribute 
to the advent of a diversity of films. In the case of low- 
budget films, which have been in short supply of late, 
should the broadcasting and film communities 
cooperate to produce such films as made for TV films, 
the production of low-budget films will increase and 
the diversity of films will surely improve. For the 
broadcasting industry, such a mutual partnership will 
help them properly cope with the compulsory program 
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scheduling ratios, while the film community will find it 
easier to promote diversity in its production of films. 

If these expectations from the film community and 
the affection demonstrated by the broadcasting 
community are properly combined, these two areas, 
which have just begun to be on the same page, can 
develop a honeymoon-like relationship. M oreover, the 
development of this relationship is fully dependent on 
the efforts of both sides. There is no doubt that the 
broadcasting and film industries are no longer a peculiar 
couple, but are now rather a well-matched one. -=- 


Research and Development Dept., 


HWANG Dong-mee, dmhwang@ kofic.or.kr 


= 0 = 20} / Jukeodo JoA 
2002, 67min., 35mm, 1.85:1, color, Dolby SR 
Directed by PARK Jin-pyO 


Main Cast PARK Chi-gyu(Chi-gyu) 

LEE Sun-ye (Sun-ye) 
Exec. Producer SUH Il-woo 
Producer KIM Hong-baek 
Screenplay LEE Soo-mee 
Cinematography JUNG Yong-woo 
Schedules Release Date november, 2002 
Production Budget USD 250,000 





Synopsis Filmography 

Chi-gyu and Sun-ye have fallen in love. They do 1987 <Escape from Seoul>(16mm, short, B/W ) 
everything together: East, sleep, argue, have sex... For 1988 <L earning the World>(16mm, short) 
them, 70 years old is the perfect age to start a new TV Documentaries 


> 
relationship. After marrying and moving in together, a <We Want to K now> 
new life unfolds for the happy couple. T hey stick <I he Third Eye> g 
together through the trials of old age, teaching and <D angerous 55 minutes> u! 
caring for each other the best they can. We are allowed <Report on Rebellion in the Ant World> 
to join them for the highs and lows of their romance. <A ngel or Devil: The Korean Twin-Sisters homocide 


in Los Angeles> 


<I he Pacific D eadline> 
Festivals <l ove> 


Cannes | nternational Film Festival(2002) 
Toronto International Film Festival(20 02) 
Vancouver International Film Festival(2002) 


Production International Sales 

May Films Mirosivion Inc. 

4th F1., Yuwon Bldg., 87, Chungdam-dong, Kangnam-gu, 1-151 Shinmunro 2- ga, Chongro-gu, Seoul, 110-062, Korea 
Seoul, 135-100, Korea Tel: + 82 2 737 1185/6 

Tel: + 82 2 3444 3351 Fax: + 82 2 737 1184 

Fax: + 82 2 3444 6550 E-mail: Jamie@ mirovision.com 

E-mail: mikyung@ mayfilms.co.kr Kyunghee@ mirovision.com 


Website: www.mirovision.com 
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Synopsis 

A thirty-year-old housewife, M i-heun, is visited by a woman 
in ared sweater. She smirks and tells M i-heun that her 
husband is her lover. T hese few words take away and shatter 
M i-heun’s life as she knew it. A true terror on an 
unforgettable Christmas eve. Swept away by the peaceful, 
Silent town of Butterfly Ville, M i-heun and her family begin 
a new life as if nothing had happened. H owever, the 
aftermath of that night still haunts M i-heun with headaches 
as she vexatiously tries to vent out her heartache, alone. But 
nothing seems to change. 

[n-kyu is a not-so-busy country town doctor who enjoys 
fishing in the nearby lake. The rest of his time is spent on 
fishing girls out for sex. As the doctor Is beginning to enjoy 
and is getting comfortable with his small town life, he meets 
M i-heun. 


Production 
Fun & Happiness 


2nd Fl., Heung-Kuk Bldg., 43-1, Jooja-dong, Joonggu, Seoul 
100-240, Korea 

Tel.: + 82 2 2264 5231 

Fax: + 82 2 2264 5251 

Website: www.funhappy.co. kr 


20H / Milae 
2002, 112min., 35mm, 1.85:1, color, Dolby 
Directed by BYUN Young-joo 


Main Cast KIM Yun-jin(Mi-heun) 

LEE Jong-won(In-kyu) 
Producer KIM Mi-hee 
Co-Producer SHIN Hye-eun 
Original Story CHUN Hye-sung 
Cinematography KWON Hyuk-joon 
Music CHO Young-wook 


Scheduled Release Date November, 2002 
Production Budget US$ 2.8m 


Director’s Filmography 

1990 <Even the Weed HasIts Own N ame> 
(Screenplay, Filming) 
<O ur Children>(Filming, Editing) 

1993 <A Woman Beingin Asia> 

1995 <I he M urmuring> 
Japan Yamagata | nternational Documentary Film 
Festival, O gawa Shinske Prize 

1997 <H abitual Sadness> 

1998 <A Forgotten Artisan, YAN G Joo-nam> 
Taiwan Documentary Film Festival, the M erit 
Prize 

1999 <M y Own Breathing> 

2000 Pusan | nternational Film Festival, Unpa Prize 
The N ational Artist of the Year 


International Sales 
Cinema Service 


5th Fl., Heung-Kuk Bldg., 43-1, Jooja-dong, Joong-gu, Seoul 
100-240, Korea 

Tel: + 82 2 2270 4735 

Fax : + 82 2 2264 2180 

Josh LEE (Senior Sales M anager / N orth&South America, Asia) 
Jenny CHUNG (Sales Manager / Europe, Africa) 

Rachel LIM (Marketing / Festivals) 

Website: www.cinemaservice.com 





oho! / Hae an seon 

2002, 100min., 35mm, 9000 ft, 1.85:1, 
color, Dolby SRD 

Directed by KIM Ki-duk 


Main Cast JANG Dong-kun (Private KAN G) 
KIM Jung-hak (Private KIM ) 
PARK Ji-a (Mi-young) 

Exec. Producer LEE Seung-jae 

Producer KIM Sang-keun 

Screenplay KIM Ki-duk 

Cinematography BAEK Dong-hyun 

Editing HAM Sung-won 

Lighting HAN Ki-up 

Music JANG Young-gyu 

Recording KOO Bon-seung 

Art OH Sang-man 

Costumes/Make-up KIM Min-hee 


Scheduled Release Date November 2002 
Production budget US$ 600,000 


Synopsis 

One night, on the east coast near the DM Z, Private 
KANG fearfully mistakes a drunken man having sex 
with his lover in the restricted military zone, and shoots 
him as aspy KAN G'scommanding officers award him a 
period of leave for catching a spy in order to escape 
responsibility for the civilian death. W hen KANG 
confesses the truth to his girlfriend, she calls him a 
murderer. Returning to his unit, KANG displays 
increasingly violent behavior and Is eventually 
discharged for medical reasons. After roaming around 
Seoul, he goes back to the military area where an 
ominous tension develops between KANG, who still 
believes himself to be serving in the army, and the 
people around him who criticize him for shooting a 
civilian. M eanwhile, having witnessed the gruesome 
death of her lover, M i-young goes mad and mistakes any 
man around the military area for her lover. A bizarre 
intimacy develops between M i-young and KANG. 


Production 

L) Film 

2Fl., Dong-A Bldg., 585-1, Shinsa-dong, Gangnam-gu, Seoul 
Tel: + 82 2 3444 4143 

Fax: + 82 2 3444 6858 


KIM Ki-duk 

KIM Ki-duk was born in 1960 and studied painting in 
France from 1990 to 1992. Upon his return, he became a 
prolific screenwriter and made his directorial debut with 
<I he Crocodile>. K1M is usually responsible for the 
writing, directing, and art direction of his films which 
include the following: <W ild Animal>, which was invited 
to the Vancouver | nternational Film Festival; <Birdcage 
Inn>, his next film, went to Berlin, M ontreal, K arlovy 
Vary, L.A., and Stockholm, while <T he Isle> participated 
in the Venice Competition and went to Sundance, 
Rotterdam and others. <Real Fiction> was invited to the 
M oscow International Film Festival. His next film, 
<Address Unknown> was also invited to the Venice 
Competition, making him a consecutive participant, and 
<Bad Guy> was invited to the Berlinale Competition. 
KIM Ki-duk Retrospectives have already been held in 
Sitges, K arlovy Vary, Buenos Aires, and M elbourne. 


International Sales 
Cineclick Asia 


3Fl., Incline Bldg., 891-37, Daechi-dong, Gangnam-gu, Seoul, 
135-280, Korea 

Tel: + 82 2 538 0211 

Fax: + 82 2 538 0479 

E-mail: yjsuh@ cineclickasia.com 

Website: www.cineclickasia.com 
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Synopsis 

A story about two prisoners who successfully escaped 
from jail to find out they are on the list to receive 
amnesty the next day: 


KIM Sang-jin 

If the director is cheerful, the set is pleasant. And most 
of all, the movie itself becomes fun. Considering 
director KIM Sang-jin’s style, he never persisted on 
making comedies only, but nonetheless he has the 
ability to bring out his strong points in this genre. 
Director KIM tries to have fun on the set while 
incorporating his sharp intuitions. Therefore, his staff 
has a fun time during production, even calling it a 
playground sometimes. 


Production 
Directors Home 


Heung-Kuk Bldg., 43-1, Jooja-dong, Joonggu, Seoul, 100- 


240, Korea 


42 —&At/ Kwang Bok Jul Teuk Sa 
2002, 35mm, 1.85:1, color, Dolby SRD 
Directed by KIM Sang-jin 


Main Cast CHA Seung-won (Moo-suk ) 
SOL Kyung-gu (Jae-pil ) 

Exec. Producer KANG Woo-suk 

Producer LEE Min-ho 

Screenplay PARK Jung-woo 

Cinematography |U NG Kwang-seok 

Editing GOH Im-pyo 

Lighting PARK Min 

Music SHON Moo-hyun 

Scheduled Release Date November, 2002 


Director’s Filmography 

1996 <I he Adventure of M rs. Park>Scenario 
1999 <T he Great Chef> 

1995 <Run with the M oney> 

1996 <G angsters C lass> 

1998 <I wo Cops 3> 

1999 <Attack the Gas Station!> 

2001 <K ick the M oon> 


International Sales 


Cinema Serivice 


5th Fl., HeungKuk Bldg., 43-1, Jooja-dong, Joong-gu, Seoul, 
100-240, Korea 


Tel: + 82 2 2270 4734 


Fax: + 82 2 2264 2180 
E-mail: lewis@ cinemaservice.com 


Website: www.cinemaservice.com/ 





